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Abstract: 
This paper explores the characteristics of creative city planning. This certain form of 
urban planning emerged in the realm of the debate about the 'creative class' and the 
'creative city'. Based on two sociological case studies that I conducted in the cities of 
Dublin  (Ireland)  and  Gothenburg  (Sweden)  I  show  that  creative  city  planning 
comprises three  characteristic elements: an understanding of creativity as people's 
capacity to generate innovation, the conceptualization of creative cities as places of 
the knowledge society, and the use of the cities' past as a way to build the new city 
identity on its old foundations. Preserving the old physical structures and converting 
the use of historic monuments are strategies to transform old port and trading cities 
to creative cities that become places of knowledge-intensive industries. Creative cities 
then  constitute  the  built  environment  of  the  knowledge  society.  I  conclude  that 
creative  city  planning  features  a  specific  temporality  with  this  combination  of 
orientation on the past and on the future.
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1. Introduction
Cities are built environments of society. If societies change, cities change as well. As 
studies have shown recently,  creativity is  a guiding principle of Western societies. 
Creativity serves as point of reference for acting  (see Joas 1996; Popitz 2002) and 
desirable  purpose of  social  life  (see Reckwitz  2008). In the  international  context, 
Richard  Florida  is  the  central  author  who  pointed  to  the  ongoing  postindustrial 
transformations of societies and to the role that creativity plays in this process  (see 
Florida  2004). His  research  also  shows  that  cities  play  a  crucial  role  in  this 
development (see Florida 2005). In the course of this debate, cities are increasingly 
called creative, city planners have started to design cities as creative ones and have 
adjusted their planning strategies accordingly. Thus, planning the creative city has 
emerged as certain form of urban planning which I term creative city planning. How 
can we characterize such a planning from a sociological point of view? This is the 
central question I answer in this paper. 
In the late 1990s  the term 'creative city' entered the field of urban planning. Although 
Åke  Andersson  had  already  written  on  the  impact  of  creativity  on  cities  before 
(Andersson 1985), he never got the same attention as later scholars working on that 
topic. Charles Landry and Franco Bianchini (1994) were the first to describe specific 
indicators for the creative city. It was Landry who then developed the topic further; 
some years later, his “The Creative City. A Toolkit for Urban Innovators” (2000) was 
published. But it was not before Richard Florida published his books “The Rise of the 
Creative  Class”  (2004) and  “Cities  and  the  Creative  Class  (2005) that  both  the 
academia and the public acknowledged creativity as central concept in the field of 
urban planning. 
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In his books, Florida analyzes the growth of a new social group which he calls creative 
class. The common basis of its members is economic: they work in professions that 
deal either with identifying problems and creating solutions (he calls them the super-
creative  core)  or  with  applying  those  new  solutions  (he  calls  them  the  creative 
professionals) (Florida 2004, 68f.). Their importance for a country's economy can be 
exemplified by the USA where the creative class is continuously growing since 1900 
with a sharp increase since the 1980s (Florida 2004, 74) and its importance for the 
country's economy is still  increasing. According to Florida, members of the creative 
class perceive cities as stimulating places. He works out the distinctive character of 
these places. They all comprise what he conceptualizes as 3 T: technology, talent, and 
tolerance (see Florida 2005, 37). The latter means a specific atmosphere including an 
openness for different forms of living and working; the first implies the existence of 
(technological) infrastructure; talent describes the demand for a critical number of 
well-educated  people  already  living  in  a  place.  Places  that  come  with  these 
characteristics are then termed creative centers (Florida 2005, 44).
It is this description of cities and the potential economic impact of the creative class 
that makes Florida's concept so appealing to urban planners, policy makers, and the 
public. If the creative class is becoming economically strong and if place matters to 
them – why not design creative cities? Empirical studies have shown that the impact 
of the concept of the creative class and the creative city on academic discussion and 
on urban planning is huge (see exemplarily Musterd 2005; Ponzini and Rossi 2010). 
But there is a lack of studies on the actual characteristics of such planning and their 
effects on the cities'  physical structure, i.e. the urban form. The remainder of this 
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article analyzes the characteristics of creative city planning using the example of two 
Western European metropolises. 
The next section deals with presenting the two cities and the methods I applied for 
the  analysis.  After  having  described  the  methods  I  used,  I  present  three  central 
elements of creative city planning: (1) applying the certain understanding of creativity 
as people's capacity to generate (technological) innovation, (2) using the knowledge 
society as reference for imagining the city's future society, and (3) using the city's past 
as a strategy to stabilize the city's identity. Putting these results in context, I identify 
the two cases as paradigmatic cities of postindustrialism and highlight the particular 
temporality of creative city planning.
2. Case Studies & Methods 
To explore the characteristics of creative city planning, I conducted two case studies 
in the cities  of Dublin in Ireland and Gothenburg in Sweden. I  then applied four 
different methods of qualitative social research, used for five different sets of data: (1) 
semi-structured interviews with planning experts and members of the creative class, 
(2) observation as temporary citizen of the cities, (3) photographic documentation, 
content analysis of (4) planning documents and of (5) archive material.  
2.1 Dublin and Gothenburg
The cities of Dublin and Gothenburg share some significant characteristics. Both are 
port cities of approximately the same size with about 500 000 inhabitants in the city's 
core. In each city,  the port area is undergoing major changes: In Gothenburg, the 
shipyard industry went down in the 1980s, leaving the city with big, unused areas of 
the former dockyards. In Dublin, the port, formerly located in the inner city, moved 
out of the city and closer towards the seaside due to its steady growth, leaving the 
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former dockyards empty. The cities also have differences: Dublin is the capital of the 
Republic of Ireland, a country with a mostly catholic population, a long  agrarian 
tradition and a short phase of liberal economic policy in recent years. Gothenburg is 
Sweden's  second  largest  city  and  stands  within  the  country's  tradition  as  liberal 
welfare state. 
2.2 Approaching the Cities' Present
Altogether, I applied a set of five methods. In order to approach the cities' present, I 
focused on (1) guideline-oriented expert interviews with city planners and members 
of  the  creative  class,  (2)  observation  as  temporary  citizen  of  the  cities,  and  (3) 
photographic documentation. These methods are described in their specific relation 
to the question in focus.
(1) Interviews: The interviews were conducted as qualitative, semi-structured expert 
interviews.  I  interviewed  both  city  planners  working  in  the  chosen  cities  and 
members of the creative class who lived and worked in the cities. The interviewees 
were experts  in two senses:  On the one hand,  this  specifically  applied to the city 
planners, they were experts in their field of work. Working professionally in the field 
of planning the city, they were experts concerning the cities' planning strategies and 
their  implementation  and  realization.  On  the  other  hand,  all  interviewees  were 
experts in inhabiting the chosen cities.  Working and living in a city give people a 
specific perspective on what the city is like, on its form as well as on its advantages 
and shortcomings.
(2)  Observation:  In  order  to  understand  the  cities'  implicit  structures,  their 
functioning,  and  the  interrelation  of  built  environment  and  social  interactions,  I 
applied the ethnographic method of observation. I term it observation as temporary 
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citizen as it comprises elements of both participant and non-participant observation. 
As temporary citizen, I lived in the cities for several months, adapting ways of using 
the city and behaving in the city comparable to the locals'. I recorded the impressions 
and  insights  gained  during  the  observation  in  field  notes  that  I  later  used  as 
complements for other results.
(3)  Photographic  documentation:  Being  confronted  with  a  plenitude  of  visual 
impressions,  I  decided  for  photographic  documentation.  This  documentation 
accompanied first and foremost my observation as temporary citizen. In this sense, 
the  pictures  taken  served  as  visual  field  notes.  In  the  course  of  research,  I 
acknowledged the value of these pictures beyond sheer illustration. I used them as 
systematic way to document the cities'  actual conditions and the materialized and 
thus visible expressions of urban planning. Additionally, based on my observations 
and  the  knowledge  gained  from  the  planning  documents  and  the  interviews,  I 
identified certain places as central places of transformation and documented them 
photographically. 
2.3 Approaching the Cities' Future
In order to analyze how the planning authorities plan to develop the cities and how 
they  conceptualize  the  cities'  future  shape,  I  collected  all  planning  documents 
available and applied content analysis of these documents.
(4)  Planning  documents:  All  planning  documents,  including  planning  strategies, 
documentations of their implementation, revised strategies, and documentations of 
citizens' objections were collected and analyzed. Applying content analysis, I analyzed 
the documents on the ground of the research questions. I focused in particular on the 
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understandings of creativity used, strategies concerning the design of the urban form, 
and the way 'the social' was conceptualized.
2.3 Approaching the Cities' Past
Having approached the  cities'  present  and future  with  the  four  above  mentioned 
methods, I applied a fifth method to access the cities' past: content analysis of archive 
material. Although I had already worked out aspects of the cities' past by using the 
other methods,  going to the archives was a means to systematically  approach the 
cities' history.
(5) Archive material: I selected a time frame ranging from 1950 to the 1980s, as these 
were the times of fundamental industrial and social changes in both cities. Using the 
central places of transformation that I had identified before as starting point for my 
search,  I  searched  through  national  and  local  archives  for  pictures  and  picture 
postcards of  these places.  Applying Douglas Harper's  method of  rephotographing 
(Harper 1988, 62), I used pictures of actual and past conditions of the same place to 
visualize transformations. When contrasting the pictures in such a way, constancies 
and transformations became visually manifest. In addition, the archives provided me 
with valuable visual information on the past shape and design of the cities.
3. Results 
I present three selected results that characterize the way in which the creative city is  
planned  and  designed.  First,  city  planners  and  members  of  the  creative  class 
understand  creativity  as  people's  capacity  to  generate  innovation.  Second,  city 
planners in both cities refer to the knowledge society as anticipated future form of the 
city's society. Third, they explicitly refer to the city's past. 
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3.1 The Cities' Present: Perceiving Creativity as Innovation
The analysis of interviews and planning documents showed that the term creativity is 
generally understood as people's capacity to “doing new things, in whatever area it is 
you’re doing them in” (CCD2, para. 118), as a member of the creative class puts it. An 
insecurity  concerning  the  term  'creativity'  was  commonly  articulated  in  the 
interviews. Nonetheless, I further identified two underlying  meanings of this basic 
understanding:  generating technological  innovation and creating aesthetic-cultural 
products like  “writing,  poetry,  arts,  music” (DDH1,  para.  479;  see also DTB1,  e.g. 
para.  161-165).  These  meanings  mixed  in  reality,  but  could  analytically  be 
distinguished. Both understandings were prevalent on the side of the city planners 
and  on  the  side  of  the  members  of  the  creative  class.  The  way  city  planners 
understand creativity significantly influences their understanding of a creative city 
and  how  they  can  and  want  to  plan  it.  Understanding  creativity  in  terms  of 
technological innovation implied a stronger focus on knowledge-intensive industries. 
Understanding creativity as closely related to arts and culture meant that the field of 
culture played a bigger role in planning strategies. In this paper, the focus is on the 
former  understanding  and  its  impact  on  creative  city  planning.  The  practical 
consequences for creative city planning are topic of the next chapter.
3.2 The Cities' Future: the City as a Place for the Knowledge Society
Both planning documents and interviews showed that, in social terms, the knowledge 
society is the  reference of social transformation. As an interviewee in Dublin said: 
“You need all the people having that common vision [...] that Dublin is a knowledge-
based society” (DDH1,  para. 359/361). This vision implied a focus on the knowledge-
intensive industries and found its physical expression in the design of rejuvenated 
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quarters such as port areas. The Dublin Docklands are a representative example of 
the industrial transformation that took place in Dublin and its impact on the city's 
physical design. As a lot of work in Dublin had been related to the port, the Docklands 
had been the center of laborers and carters on the docks and railways. Today, the 
Docklands  are  the  place  of  the  International  Financial  Services  Centre (IFSC), 
Google's  European headquarter and plenty of law firms,  to name only a few. The 
challenge of urban planning was to find a balance between the remains of Dublin's 
industrial and architectural history – which were considered valuable for tourism – 
and  the  needs  of  the  knowledge-intensive  industries.  Both  were  regarded  as 
important  elements  to  keep  the  city  dynamic.  As  a  representative  of  the  Dublin 
Chamber of Commerce put it: 
“we've  got  much  more  of  a  focus  [...]  on  these  sort  of  service  based  industries, 
knowledge-based industries, the Docklands being filled with that, but also still a bit of 
concentration on our tourism business, [...] so we need to keep that Georgian Dublin 
alive,  and  any  of  these  sort  of  gentrification  which  occurs  needs  to  be  within  that 
context, it can't be an ugly sky scraper just in the middle of a Georgian city [...] it's got to  
be well-balanced, you know, preening districts where the Docklands will be [...] and then 
you can go into the old city, and then [...] we remain vibrant” (DCh1, para. 432-434).
Generally,  creating  a  knowledge-based  society  is  a  more  explicitly  articulated 
objective in Dublin than in Gothenburg. There, I found non-verbal indicators for this 
development in the creation of a big science park, called  Lindholmen Science Park, 
designed  for  the  knowledge-intensive  industries  as  new  media,  internet  and 
intelligent vehicle technologies. As Dublin has such a technology park as well, called 
The Digital  Hub,  I  consider these parks as physical  manifestations of and for the 
knowledge  society.  In  an  interview  with  representatives  of  The  Digital  Hub 
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Development Board they stressed the importance of existing architecture for creating 
such a new social and physical space for the future society: 
“we're certainly taking advantage of the infrastructure that's here already […] what we're 
trying to establish is a portfolio of space […] of different sizes, shapes […] and different  
elements, because of the range of activities that we're trying to support, there are some 
activities that suit older buildings, and particularly where we're trying to attract creative 
activities,  those  creatives1 tend  to  prefer  heritage  type  buildings  […]  whereas  the 
technologists tend to like the modern steel and glass buildings” (DDH2, para. 671-675).
In their perception, specific types of buildings correspond to specific types of work. 
Old buildings were especially suited for those working in occupations closer to arts 
and culture, new buildings for those working in technological occupations. Thus, the 
city planners perceived their task as finding a balance between these two different 
preferences  and  as  providing  adequate  space  –  both  in  terms  of  economic 
sustainability and meeting the people's needs: 
“there is, certainly, some innovation in terms of the way those buildings are being used, 
and the  way they're  designed to  be  used […]  because  certainly,  as  an  agency,  we're  
striking  a  balance  between  trying  to  create  economically  viable  infrastructure,  and 
infrastructure that tries to facilitate the clustering and the collaboration that needs to go 
on” (DDH2, para. 679-681).
As part of creative city planning, the city planners focussed on the members of the 
creative class because they were expected to be the successful workforce of the future. 
Their activities in knowledge-intensive industries and the corresponding needs – as 
1 These two interviewees made an interesting difference within the creative class. They distinguish 
between  “creatives”  as  “people  with  a  creative  bent”  and  “technologists”  as  “people  with  a 
technology bent” (DDH2, para. 82-84). If you picture creative class occupations on a range from 
arts and culture on one side to technological occupations on the other side, “people with a creative 
bent” would be closer to the artistic side, those “with a technology bent” closer to the technological  
side.
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office space, broadband, meeting spaces, or close proximity to similar companies – 
were  linked  to  the  spatial  surroundings.  The  surroundings  therefore  had  to  be 
designed according to the needs; this implied among other things a conversion of the 
uses of historical buildings (see DDH2, para. 673) as I will show in the next chapter.
The changes in both the economic and the physical structure of the city that  went 
along with the creative city planning unsettled the inhabitants. City planners in both 
cities acknowledged that parts of  the inhabitants felt  uncomfortable with the new 
developments. A city planner in Gothenburg formulated it as follows: 
“There are a lot of people that are afraid of this change, that's how it is. Or, well, afraid is  
maybe too hard […]. Well. Afraid. ((laughing)) Reserved.”2 (GSB3, para. 290)
One reason for this “reserved” attitude might be the imperfect architectural design of 
the transformed areas. Interviewees in both cities – city planners and members of the 
creative class – were decisive about the impact that the physical design of cities had 
on  the  inhabitants.  Their  experience  with  new  architectural  buildings,  e.g.  in 
rejuvenated port areas, was characterized by disappointment (see  DCh1, para. 474-
486).  The  homogeneity  of  the  design  of  new  buildings  was  regretted  and 
contextualized with global transformation processes in port areas, as a city planner in 
Gothenburg remarked: 
“Because it's not only here, what they call the neo-functionalist style, the only thing is  
which scale of grey they use […] and so you have straight houses and flat roofs, they look 
all  the  same.  And that's  not  only  in Gothenburg,  you find that  in Stockholm […] or 
Helsingborg or Malmö, that's irrelevant. And for sure you can go to other international 
2 The Swedish original: “Men det är många som är rädda för den förändringen, det är det. Eller ja.. 
rädda, det kanske är för hårt […]. Mm. Rädda. ((skrattar)) Avvaktande.” (GSB3, para. 290)
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cities, it looks the same. […] And I am a bit disappointed […] I think it's a pity that 
they've become too much alike.”3 (GSB1, para. 124)
One strategy to win over the inhabitants to the vision of a knowledge society in a 
creative city was to build on the already existing identity of places. A good example of  
this  is  the quarter  The Liberties in  Dublin where  The Digital  Hub is  located.  For 
decades, this quarter had been the place of the  Guinness brewery. According to my 
interviewees,  this  company was  very  progressive in  terms of  caring for the  social 
needs of its employees and providing further education for their employees and their 
children.  The Digital Hub continued this tradition: education and training for local 
inhabitants with a focus on the younger generations were key elements of the project. 
The interviewees put it like that:
“we from the very beginning  ensure that this project was  accessible [...] and that the 
local  community  would  feel  comfortable  about  engaging  with  the  project,  and  with 
feeling comfortable about engaging with the technology [...] [we, ALM] encourage them 
to want to, at least think about options that they might consider as they plan their lives 
forward through education and into  employment,  that  they would  begin to  see  that 
there's a world of work [...] you know, in this area […] if you want to participate fully in  
all the opportunities that the twenty-first century [...] is offering, then you  do need to 
have a digital literacy” (DDH2, para. 453-463).
Planning the future city as a creative city thus implied a social, an economic, and a 
physical dimension.  The Digital Hub was an example of a regeneration project that 
incorporated  all  three  aspects.  Additionally,  linking  the  economic  with  the  social 
3 The Swedish original:“För det är ju inte bara här, det dom kallar nyfunkisstil dessa, (med) det enda 
är vilken gråskala det är det man använder från nånstans och så är det raka hus och platta tak, dom  
ser likadana ut. Och det är ju inte bara Göteborg, finns Stockholm [...] eller Helsingborg, eller i  
Malmö, det spelar ingen roll. Och du kan säkert gå i andra internationella städer, det ser likadant  
ut. [...] Och jag är lite besviken då [...] och då tycker jag att det är synd att (det) blir för lika.” (GSB1, 
para. 124)
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development while building on a grown identity was the distinctive character of this 
approach.
3.3 The Cities' Past: Using the Old to Shape the New
The  written  and  the  visual  data  showed  references  to  the  cities'  past.  Both  the 
planning documents and the interviewees refer to the specific local traditions of the 
cities as I suggested above. I also found such references in the cities' actual shapes, in 
their  urban form. Preserving existing physical  structures and converting buildings 
were central elements of using the cities' past. 
In Dublin, this was the case with the buildings of the  Guinness brewery. They are 
historic monuments, so physical changes were hardly possible. As mentioned above, 
the  buildings  were  converted  and returned  to  new use:  the  technology  park  The 
Digital Hub was created. Another planning feature in both cities was the preservation 
of the former dockyards. They were maintained in their physical structure, but newly 
used as places for the financial industry (Dublin), the technology sector (Gothenburg) 
and designed as living spaces for the creative class (both cities).
City planners in both cities explicitly connect the designing of the cities with the help 
of historical buildings to the vision of a creative city and to the cities' future: 
“the physical manifestation here [in the Digital Hub, ALM] will be very obvious as well, 
except it will be a different manifestation [compared to the Docklands, ALM], it will be 
one that befits a creative city more, [...]  it will  have, you know, refurbished heritage 
buildings of a high architectural quality, and new modern [...] architectural outputs sort 
of, side by side with that […] and the whole thing being […] an example of how, you 
know, a modern twenty first century city can actually take the value of its past and its 
heritage and hold onto it, in fact, and [...] make it a significant part of it's future identity 
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as well, you know, that's very important to us, aesthetically and creatively, to want to 
achieve that, and the people who work  in [the, ALM] project all want to achieve that” 
(DDH2, para. 786-788).
This indicates that historical monuments play a major role in shaping the future city 
as a  creative  city.  Next  to  the  infrastructural  value  of  these  buildings,  they  were 
perceived  as  a  source  of  inspiration  as  a  graphic  designer  in  Dublin  describes: 
“amazing architecture [...] that kind of thing would inspire me” (CCD1, para. 223). 
Her request for city planning in Dublin was for “a lot of consideration” (CCD1, para. 
233) and for an urban design where old and new buildings would fit together and that 
implied policies to control e.g. graffiti: 
“so  it’d  be  nice  maybe  if  they  [the  city  planners,  ALM] could  just  make  everything 
compliment each other and at the same level in some shape or form […] and maybe a  
place  where  people  could  do  graffiti  because  instead  of  just  graffiting  in  these  like 
random places and ruining [...]  freshly built  walls and things like that maybe if they 
actually had [...] proper dedicated places for graffiti and a few of them [...] that would 
help” (CCD1, para. 233-247).
The wish  for  deliberate  city  planning  and an  adequate  handling  of  the  historical 
remains was a common theme for the cities' inhabitants. Nonetheless, the question 
what a harmonious urban design could be and in how far it  was desirable to e.g.  
control the use of graffiti in a city varied a lot – both among inhabitants and city 
planners.  There  was  no  doubt  that  historical  buildings  constituted  an  important 
element of creative city planning. Their merit is that they can bridge the gap from 
past to future and reduce insecurity on the transformation of the society.
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4. Discussion & Conclusion
Creative city planning shows three characteristics: First, a specific understanding of 
creativity  serves as an analytical bracket for the different projects that constitutes 
creative  city  planning.  Creativity  is  understood  as  people's  capacity  to  generate 
innovation. This is directly linked to the second characteristic, the conception of the 
creative city as a place for the knowledge society as anticipated future form of its 
society.  Third,  referring to the  particular  past  of  the  cities  is  another  constitutive 
element of planning the creative city. Using the cities'  past to constitute the cities' 
future is a strategy to carry on the local tradition of a city in times of globalization. 
Therewith, planning the creative city implies a specific temporality4.
4.1 Present Perceptions of the Creative City: Innovation as Key
My case  studies  showed  that  creativity  is  understood  as  the  capacity  to  generate 
innovation. Analyzing this basic understanding, I identified two understandings of 
creativity  that  have  significant  influence  on  creative  city  planning:  generating 
technological innovation and creating aesthetic-cultural products. This paper focused 
on understanding creativity as the capacity to generate technological innovation. This 
can directly be linked to Richard Florida's conception of creativity as he perceives 
innovation  as  “its  product”  (Florida  2004,  44).  Creativity  is  the  means  used  by 
members of the creative class to create innovation and therewith to create economic 
value. As the city planners in my case studies focus on people who employ such form 
of creativity, the creative class is central to creative cities. To put in Florida's terms, it 
is the super-creative core of that class: it comprises the prototypes of generators of 
innovation  who  identify  problems  and  find  new  solutions.  These  super-creative 
4 City planning per se implies temporality as it is designing an existing city on the basis of historical 
elements for future use. My point is that different forms of city planning go together with different  
forms of temporality. Therefore, creative city planning has a certain temporality.
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people are the basis for the city planners' understanding of what creativity is. Creative 
cities are the places of the super-creative core, places where innovation is generated. 
One characteristic of creative city planning is this understanding of the city as place 
of innovative people. 
4.2 Designing the City by Using the Future
Based  on  this  understanding  of  creativity,  city  planners  interpret  their  task  in 
designing the creative city according to the needs of the creative class and its super-
creative core. This implies first and foremost the creation of specific places, e.g. to 
meet, to exchange ideas, and to share knowledge and skills. In both cities, exemplary 
places for that are the technology and science parks:  Lindholmen Science Park in 
Gothenburg and The Digital Hub in Dublin. In these places, people can realize their 
capacity to generate innovation. This finding goes together with Gert Jan Hosper's 
study on the interrelation of creative cities, the knowledge economy and the potential 
impact  of  local  policies  (Hospers  2003).  Although  he  generally  has  a  different 
perspective on the topic, his differentiation between “technological-innovative cities” 
and “cultural-intellectual cities”  (Hospers 2003, 147f.) is helpful as it is exactly this 
distinction that I found in my case studies as well. 
Generating innovation by using people's creativity is the theoretical link to a general 
societal development. I put the emergence of the creative city in the context of the 
debate of the postindustrial society. Western societies in the late 20th and beginning 
21st century  are  characterized  by  a  transformation  of  their  industrial  focus  from 
manufacturing  to  knowledge-intensive  industries  (see  Bell  1973;  Drucker  1993; 
Castells 1996). Knowledge and information technologies obtain growing importance 
in work and everyday life – i.e., in society in general. I understand creative cities as 
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places of the postindustrial or knowledge society. In this sense, the postindustrial 
society is the broader social context for the creative class.5 My case studies show that 
creative city planning is characterized by making references to the knowledge society 
as anticipated future form of society. Using references to the future is thus a specific 
characteristic  of  the  planning  of  creative  cities.  These  references  then  find  an 
expression in the design of the cities, e.g. in technology parks.
4.3 Designing the City by Using the Past
The third characteristic of creative city planning is the use of elements of the cities' 
past and their local traditions. Dublin and Gothenburg share a past as trading towns 
and port cities. The former dockyards exemplify the specific way of handling the past: 
In both cities, the dockyards' physical structure is preserved, and new uses give these 
old physical structures new social meanings. With this, the local history as port city is 
carried  on  and  the  preservation  of  the  physical  structure  is  a  visualization  and 
materialization of  that  past.  The former dockyards  are  also  the  prototype for  the 
social change that is taking place in these creative cities: Having been places of the 
working class and the cities' dominant industries before, they are now places of the 
creative class and of the currently dominant industries of the knowledge economy. 
Therewith, a connection between past and future is ensured that helps to maintain 
the city's grown identity and to ensure the inhabitants' identification with the city. 
Postindustrial port cities as Dublin and Gothenburg become paradigmatic examples 
for cities of the postindustrial society.  The changes that take place when cities are 
transformed towards places of a new society, in this case a knowledge-based society, 
have physical, economic, and social implications. In order to make a step towards the 
5 Richard Florida puts his own work in direct context with the works of Peter F. Drucker and Daniel  
Bell (Florida 2004, 44 and 67 respectively).
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future, city planners have to acknowledge the future society's needs and to respect the 
present inhabitants' habits and requests. A way to deal with this challenge is to use 
the cities' past as a bridge to the future.
4.4 Final Remarks: the Characteristics of Creative City Planning
Analytically, using the future and the past as references indicate a certain temporality 
of creative city planning. It is a combination of an orientation on the past with an 
orientation on the future. Falling back on the cities' past and their local traditions and 
explicitly formulating the knowledge society as anticipated form of society is what I 
call temporality of creative city planning.
Creative  city  planning  comprises  three  central  elements:  The  understanding  of 
creativity as capacity to generate innovation, the conceptualization of creative cities 
as places of the knowledge society, and the use of the cities' past as a way to build the  
new city with a new identity on old foundations. 
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Interview Abbreviations
DDH1:  interview  with  a  representative  of  The Digital  Hub  Development  Board, 
Dublin, 16th September 2008 
DDH2:  interview  with  representatives  of  The  Digital  Hub  Development  Board, 
Dublin, 22th September 2008
DCh1: interview with a representative of Dublin Chamber of Commerce, Dublin, 25th 
September 2008
DTB1: interview with a representative of Temple Bar Cultural Trust, Dublin, 8th April 
2008
CCD1: interview with a member of the creative class, Dublin, 31st March 2008
CCD2: Interview with a member of the creative class, Dublin, 20th September 2008
GSB1:  interview  with  a  representative  of  Stadsbyggnadskontoret,  Göteborg,  22nd 
April 2009
GSB3: interview with representatives of Stadsbyggnadskontoret, Göteborg, 10th April 
2009
GLSP1: interview with a representative of Lindholmen Science Park, Gothenburg, 16th 
September 2009
Comments on the Interview Quotes
The interview quotes that you find in this  paper are taken from interviews that I 
conducted from 2008-2009 in Dublin (Ireland) and Gothenburg (Sweden). To make 
the quotes more reader-friendly,  I  deleted any oral  utterances,  pauses,  unfinished 
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sentences  etc.  that  you normally  find in interview transcriptions if  they were  not 
absolutely necessary for understanding the statement.
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